PERFORMANCE AND AESTHETIC APPRECIATION 


A second group of variables over which the spectator 
(who addresses himself to a given work of art that is 
in a literal sense of the term performed for specta- 
tors in general with the hope of being able to appreci- 
ate aesthetically that work of art) has little if any 
control but which (variables) can make it impossible 
for him to appreciate aesthetically a given work of 
art that is performed for spectators in general in a 
given space-for- performance at a given time consists 
of those variables related to the performance itself 
that is that which takes place on the stage so to 
speak itself (the first group of variables that we 
examined consists of those variables that are related 
to the space qua physical structure/environment in 
which a given performance takes place). What then are 
the obligations imposed on the performers/on the per- 
formance of a work of art? The performance, in a word, 
must be such that the self of the spectator who know- 
ingly submits to that conscious ordering of stimuli 
that was brought into existence by the conscious an- 
alytical mind of a creator of works of art is as it 
were transformed in a manner not unlike that in which 
the self of the creator of that work of art was trans- 
formed when that creator qua first-person spectator/ 
qua third-person spectator of his own work of art 
first regarded that phenomenon--subsequent to the second 
closing in the life of that phenomenon--as an end unto 
itself (in which case the psychophysical response of 
the spectator qua first-person spectator/qua third- 
person spectator of a given work of art is not unlike 
that psychophysical response which is elicited in the 
creator by his own work of art)--which means, specifi- 
cally, first of all, that a performance of a work of art 
that does not present to the spectator the complete 
stimuli pattern that was brought into existence by 

the artist in question is an invalid performance of 
the work of art in question. A performance of Symphony 
No. 9 in D Minor Opus 125 of Ludwig van Beethoven which 
did not include the third movement (Adagio molto e can- 
tabile Andante moderato) of that symphony would not 
for example oe a valid ao eee of Beethoven's 
Symphony No. A performance of 


which did n “3 include scenes two, four and seven of the 
third act of that play would not for example constitute 
a valid performance of Shakespeare's The Life of King 
Henry the Fifth. A performance of Swan Lake in which 
only "scenes from" of "highlights from" that ballet were 





